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end, and done quite well enough to bring out all its qualities.
What those qualities are could have been guessed by a deaf man
from the mountainous tedium of the unfortunate audience, who
yet listened with a perverse belief that Brahms is a great com-
poser, and the performance of this masterpiece of his an infinitely
solemn and important function. I am afraid that this delusion was
not confined to those who, having found by experience that good
music bores them, have rashly concluded that all music that bores
them must be good. It raged also among the learned musicians,
who know what a point d'orgue is, and are delighted to be able to
explain what is happening when Brahms sets a pedal pipe boom-
ing and a drum thumping the dominant of the key for ten minutes
at a stretch, whilst the other instruments and the voices plough
along through every practicable progression in or near the key,
up hill from syncopation to syncopation, and down dale from
suspension to suspension in an elaborately modernized manner
that only makes the whole operation seem more desperately old-
fashioned and empty.

Brahms seems to have been impressed by the fact that Beet-
hoven produced remarkable effects by persisting with his pedal
points long after Mozart would have resolved them, and to have
convinced himself by an obvious logical process that it must be
possible to produce still more remarkable results by outdoing
Beethoven in persistency. And so indeed it is, as Bach proved
before Mozart was born. Only somehow it has not come off in
Brahms' hands, though he has prolonged and persisted to the
verge of human endurance. Yet, as I say, the academic gentlemen
like it, and seem pleased even by those endless repetitions, which
are only the "rosalias" of the old Italian masses in a heavy and
pretentious disguise. I can only say, with due respect, that I dis-
agree with the academic gentlemen.

The fact is, there is nothing a genuine musician regards with
more jealousy than an attempt to pass off the forms of music for
music itself, especially those forms which have received a sort
of consecration from their use by great composers in the past.
Unfortunately, such impostures are sure of support from the sort
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